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In the recapitulation changes were made correspond- 
ing to those in the first statement, while the 

Cod- of the movement was entirely re-written. The 
original, in which there is no return to the Maestoso 
con moto, stands as below- 
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Truly, Mendelssohn was the champion reviser-a 
fact of which we shall be more and more convinced 
as the comparison proceeds. 

JOSEPH BENNETT. 
(To be continued.) 

THE MATERIAL OF MUSIC. 
(Continued from page 335.) 

VII. 

THE origin and growth of all the forms in music 
involves in their examination a sort of resumi of a 
large section of the whole history of the tonal art. 
It is reasonable to assume that so soon as men 
become sensible of the emotions excited in their 
minds by the operation of the passions, that they 
should strive to give utterance in language to the 
impressions created. Thus poetry had its beginning. 
In casting their thoughts in the mould of speech 
different to that which was necessary for the transac- 
tion of the ordinary affairs of life, they were probably 
impelled to give emphasis to certain words which but 
expressed their feelings. Out of this emphasis came 
accent, out of accent came rhythm, and out of rhythm 
song. 

The two great divisions of music are sound and 
measure, commonly called tune and time; or, as in 
the present instance it is convenient to call them, 
melody and rhythm. 

Musicians define melody as a succession of sounds 
without harmonies, arranged according to certain 
accepted or implied rules, for the purpose of producing 
effects more or less agreeable. A melody is said to 
be complete when it realises a satisfactory result 
upon the ear, or when it succeeds in illustrating a 
peculiar sentiment. It is often founded upon relative 
harmonies, but it is completely distinguished from 
harmony, in being independent of other accompanying 
notes to make it perfect. A tune or air is called a 
melody, but in some instances melodies are only 
parts of tunes or airs, inasmuch as they are wanting 
in rhythm necessary to the complete fulfilment of the 
requirements of tune. Other successions of notes 
may be produced which, having no regard to pitch, 
cannot be classed in the category of melody. A true 
melody, then, requires not only an agreeable succession 
of notes, but an observance of the relations of pitch 
and rhythm. 

By pitch the ambitus, circuit or compass of the 
melody, is regulated with regard to the voice or 
instrument which is called upon to perform it. 

By means of rhythm melody is arranged in forms 
of ever-pleasing variety, and by the judicious employ- 
ment of the rules of rhythm the musician is enabled 
so far to husband his ideas that they can be presented 
in many forms all more or less agreeable or suitable. 
The rules of rhythm in music were doubtless suggested 
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by the accents of speech, which the old Greek writers 
called melos (AiXoc). This, according to Plato, 
included " speech, music, and rhythm." 

The term accent is variously applied. There is an 
accent of prose, another of poetry. There is the 
accent of speech, or cadence of voice by which the 
inhabitants of certain districts may be distinguished 
from others. There is also a personal accent on the 
peculiarity of tone by which one person's voice 
differentiates from another. In poetry quantity is 
sometimes called accent, according to the arsis or 
thesis of the syllables. One set of grammarians 
define prosody as the art which teaches the proper 
quantity and accent of syllables and words, and the 
measures of verses, that quantity in prosody means 
the length of syllables in pronunciation. Others 
affirm that quantity or length of syllables is of little 
import in poetry, that it is, in fact, regulated by the 
number and accent of the words. 

Fortunately for musicians there is but one meaning 
to the word accent, that is to say, emphasis, and it 
has but one place in music and there has been devised 
a ready means of distinguishing it. It is regulated 
by the position of the bar which divides the melody 
into pulse measures. The true place of musical 
accent is therefore easily recognised and can be 
understood without trouble. 

The accent of rhetoric and the accent of music 
are two totally distinct things. They have apparently 
a few points in common, but these arise from a 
certain lack of copiousness in technical nomenclature. 
Thus the arsis and thesis of music and speech are 
only similar inasmuch as they refer to the presence 
or absence of emphasis. They form important 
factors in the sum of each, but they have greater 
value in elocution than in music, where their names 
are only employed out of concession to the prejudices 
of tradition. The melody of music and the melos 
of speech are in no way convertible terms, and 
because the application of like words to different 
effects has given rise to much confusion and misunder- 
standing, it is necessary to explain what is understood 
by the expression in the hope that some better, more 
conclusive, and distinctive method may be formulated. 

Melody may be the spontaneous utterance of a 
musical thought unguided by science. It does not 
follow, however, that the musician whom we call a 
melodist is necessarily deficient in scientific attain- 
ments. The fact that musical thoughts in the shape 
of melody do occur to untutored people has often led 
many well meaning musicians to hold melody in little 
esteem and to seek for scientific development in 
music by means which shall keep that quality as 
much out of sight as possible. The absence of 
melody, or " tuneiness," as it is called, is considered 
by many modern critics as an indication of advanced 
thought in composition. This is one of the errors 
men make in their efforts to hasten progress. Good 
melody always has been, and always will be, while 
the world lasts, the chief quality of good music in 
every style from the simplest to the most elaborate. 
Melody has the greatest power and influence over 
men's minds beyond all other characters and qualities 
in music. The musician who invents a successful 
tune-that is to say, a tune which shall find its way 
into the sympathies and affections of the people-is a 
greater musician for the people than he who can 
only attain his best utterances through the voices of 
instruments in orchestral harmony. A "melodist," 
contemptuous as his qualifications may be in the eyes 
of those who are nothing if not what they call 
scientific, exercises a greater influence over a larger 
number of his fellow creatures than one whose 
genius requires a special preparation on the part of 
those who would understand it rightly. It will 

perhaps be accounted heresy to say that the air of 
the song " Ye banks and braes o' bonnie Doon " has 
worked more moral good than all the complicated 
fugues ever constructed. It must be understood 
that no depreciation of the more exalted forms of 
musical science is intended in these remarks, those 
forms are most valuable in their place, but their 
place is not that which is occupied in art by melody. 

Moreover, they are designed to prepare the way 
for the statement that true melody is really one of 
the most scientific forms of musical composition. It 
is a fact that melody can be made by the observance 
of certain rules. Such a manufacture may fulfil all 
conditions required, but it is doubtful whether it will 
ever reach farther than the ears of the listener. The 
musician who possesses the gift of melody is master 
of a very precious quality, which should be cherished 
in every possible way. The majority may compose, 
the minority only can invent. When the majority 
of composers who are deficient in melody wish to 
gain consideration for their productions, it is easy to 
over-ride the minority by depreciating in others the 
qualities they do not themselves possess. 

There is no melody without music, and there is no 
living, stimulating, and satisfying music without 
melody. 

It is assumed that melody originated from the 
manner in which poems were recited. There is 
reason to believe that certain inflections of the voice 
were made when the verses were repeated, and by 
degrees these repetitions became formulated into 
regular song, often the assistance of musical instru- 
ments was called in to regulate the inflections. The 
arbitrary tones of pipes and strings would compel 
the reciters to accommodate their voices to the fixed 
sounds produced, and the subtle accents of the voice 
would be compacted into definite musical tones. The 
nature of the instruments would be infused into the 
character of the melodies, and the mechanical process 
of producing the sounds would suggest the addition 
of rhythmical forms, which would impart a variety 
to the same melodies and help to the further exten- 
sion of the means at disposal. 

The similarity of character in the melodies 
cherished among different nations is due to the 
preference for peculiar instruments, and the scales 
they are capable of producing. The family likeness 
of certain tunes found among people remote from 
each other may be accounted for by the fact that the 
scales employed or favoured by such folk are based 
upon the same succession of tones or semitones, and 
that the capabilities of their musical instruments are 
more or less alike. 

Some of the ancient melodies which have been 
preserved by civilised people are almost identical with 
those in common use among tribes in a state of 
barbarism, thereby implying the hypothesis of a 
common origin. 

Now, while melody may be formed or invented by 
people of primitive or unsophisticated ideas, such 
formations rarely exhibit more than rudimentary 
thoughts, for the reason that little or no attempt is 
made to combine the powers of rhythm with tune. 
Consequently, barbaric melody is scarcely exalted out 
of the form of recitative. Recitative has no rhythm. 
So soon as rhythm is combined with recitative it 
becomes melodious, and composers recognise this 
peculiarity by distinguishing such departures by the 
name of " Arioso." 

There need be no rhythm in recitative, but there 
can be no musical melody without rhythm. The 
composer of melody must call in the aid of rhythm 
to help him to make out his ideas. 

By means of rhythm, and the alteration of accent 
or stress, the same melody may be made to assume 
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numberless varieties of character. Not only will this 
effect be created out of the notes, but the changes of 
accent and rhythm will suggest the corresponding 
pendant themes required to fulfil the natural laws of 
both rhythm and accent. Thus if a melody is begun 
upon the weak pulses of a measure, it will be required 
to be completed by the remaining pulses necessary 
to fill the bar. Again, if the rhythm of the opening 
portion of the theme be slow, the rules regulating 
such matters demand that it should be followed by 
quick beats, and vice versa. 

These characteristics may be observed in all music 
of well ordered form, whether it is new or old. The 
student who desires to strengthen his own concep- 
tions, and to bring to his aid all the advantages to be 
derived from the experience of his predecessors, will 
find the greatest possible help from a personal exami- 
nation of the works of musicians, great and small. 
The " day of small things " must not be despised by 
him who wishes to understand the light of brighter 
and greater times. 

The most primitive, and, perhaps, simplest form of 
musical composition was the song; the simplest form 
of song, the ballad. The ballad derives its name from 
a Greek word which means to dance. The original 
ballads were set to tunes which could be danced to. 
For the purposes of the dance it was necessary that 
the rhythm should be distinct and well marked. 
Each variation of the rhythm would suggest the 
invention of new steps or movements. Each of these 
movements or dances was distinguished by a special 
name. Out of these dances the higher musical forms 
were evolved. These were at first available for the 
purposes of the dance, but afterwards were so 
expanded that little more than a suggestion of the 
dance and the title were retained. 

The rhythmical music accompanying the dance 
has had a large influence over the character of 
musical art. The symphony is held to be the highest 
form of musical composition. This is an expansion 
of the sonata, which is a development of the suite, 
and was nothing more nor less than a combination 
of contrasted dance measures and rhythms. 

These have been contributed by all European 
countries, and more than one of the old dances 
retain either their original names or some indication 
in their titles of the people from whom they were 
derived. 

The Allemande is, as its name implies, of German 
origin. It is a modification of a national dance 
brought to a semi-classical condition by the French 
in the time of Louis XIV., in allusion to the newly 
acquired provinces of Alsatz and Lothringen. The 
measure was slow and dignified, and Scarlatti, Corelli, 
Handel, Bach, and other composers incorporated the 
dance in their suites, sonatas, or lessons. The 
dance, under the name of " Almain," was known in 
England nearly a century before the French made 
it fashionable. One of the characters in George 
Chapman's play " Alphonsus, Emperor of Germany," 
speaking of dancing, says :- 

We Germans have no changes in our dances, 
An Almain, and an Up-spring--that is all. 

Shakespeare speaks of the "swaggering up-spring 
reels" in his "Hamlet," and Ben Jonson also men- 
tions the dance, and as he speaks of an "Almain 
leap " it would imply that the "Almain" and the 
" Up-spring " were one and the same. 

Allemandes or Allemaines were published as pieces 
for the harpsichord or spinet in France in I649, and 
in England in 1662. Lulli also wrote Allemandes 
for instrumental performance, and not for the pur- 
poses of the dance, in 1670. Henri Dumont's com- 
positions with the same title could not possibly have 

been fitted with terpsichorean steps in any way 
calculated to please an ordinary assembly. 

The Coranto, Corrente, or Courant is of French 
origin. Its name is taken from the verb courir, to run. 
It was a quick dance, as its name implies, and is 
supposed to be allied to the country dance, which was 
invented in England. The term does not mean that 
it was a dance taken from the country folk, but 
because the dancers were placed opposite, " contrary " 
to each other. The Coranto was sometimes called 
in England counter-traverse, before it was distinguished 
by the name of country dance. The French also 
called it contre-danse. 

The Bourree and the Gavotte had their origin in 
France. The first in Auvergne, the second in the 
town of Gap, in the High Alps. The Bourr6e is of a 
lively measure; the Gavotte included jumping and the 
clatter of sabots. The rhythm of each is distinct and 
well marked. The latter dance has disappeared 
except as a stage dance. In the olden time it was 
performed to the accompaniment of the bagpipe or 
musette. For this reason many of the old com- 
posers always added a musette or bagpipe tune to 
their Gavottes. 

The Sarabande was of Spanish origin. In its original 
form it was a wild, suggestive, and not over proper 
dance, accompanied by the click of castanets and 
occasional wild yells from the spectators. The name 
was given afterwards to a stately, dignified measure, 
almost identical with the Pavan, as may be gathered 
from the fact that the slow melody " Lascia ch'io 
pianga," by Handel, was a Sarabande introduced 
into his opera "Almira." It was set to words and 
employed in " Rinaldo," the opera which provoked 
the disappointed sneers of Addison. The Minuet is 
French, and was so called because of the short steps 
required in dancing. The Pavan was named from its 
peacock-like movements; the Gagliardo, the Passa- 
caglio, the Passamezzo, the Passepied were dances 
with variety of rhythms. The old composers intro- 
duced these dance-forms into their suites, but they 
seem to have had less influence upon subsequent 
developments than other dances, such as the Jig, the, 
Rigadoon, and the Hornpipe. The Passacaglio, from 
having been a melody usually played by instruments 
of deep tone and having contrapuntal flourishes super- 
imposed in an impromptu fashion, was made the 
nominal description of an ingenious piece of musical 
workmanship. The Passacaglio of Bach forms a 
familiar example of this sort of treatment, for it is 
a series of clever melodies and harmonies constructed 
upon a ground bass-that is to say, a bass which 
never varies, and is constantly repeated until the 
ingenuity of the composer is either exhausted or the 
character of the bass admits of no further elaboration. 

The Rigadoon was, at the beginning of the eighteenth 
century, the most popular form of dance in existence.. 
Book after book and sheet after sheet, " of the newest 
rigadoons danced at Court," were issued from the 
press until a new fashion arose, and other dances 
were favoured to the exclusion of the once popular 
Rigadoon. It was said to be the invention of Mr. Isaac, 
a dancing master, who lived at the end of the seven- 
teenth and the beginning of the eighteenth centuries. 

The two dances which have retained their popu- 
larity for a longer period than any others are the 
Hornpipe and the Jig. The reason for this may 
possibly be found in the fact that they have always 
been popular with the people, who are more tenacious 
of old ways and customs and things than the higher 
classes, who are swayed to and fro by every wind of 
fashion and caprice, especially in the matter of 
amusement and recreation. Both these dances derive 
their names from the instruments upon which they 
were wont to be played in ancient times. 
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At the beginning of the present century the Horn- 

pipe assumed the character now accepted as typical. 
One of the first of the melodies in the new form was 
that called Lord Howe's Hornpipe. Miss Cattley's 
Hornpipe, composed about 1780, is in duple measure ; 
but the stress given to certain notes shows the 
lingering fondness for the rhythm of the old triple 
measure Hornpipes. Following Lord Howe's 
came the College Hornpipe, "Jack's the lad," 
and other tunes which were originally associated with 
the words of songs. The dance took its name from 
the hornpipe, a primitive form of shawm, now repre- 
sented by the Corno Inglese. Several of the old 
composers, Handel among the number, introduced 
the Hornpipe as a theme of contrast to other move- 
ments. The Jig is a measure also of English origin, 
and it takes its name from the fiddle, that being the 
instrument ordinarily employed for the dance. 

The term Jig has become associated in the popular 
mind with Ireland, because it is supposed to be 
the national dance of that country. It has been 
adopted by the nation as a term for a dance which 
has existed from time immemorial, but which received 
other names. There is no tune called a Jig to be 
found in Irish music before the end of the seventeenth 
century, and the earliest were probably imported. It 
may surprise many when it is said that Scotch Jigs 
are of higher antiquity than Irish. Shakespeare, 
in ' Much ado about nothing," compares "wooing, 
wedding, and repenting" with three dances-namely, 
" a Scotch Jig, a measure, and a cinque-pace." The 
Cinque-pace was " a slow heavy-heeled dance," the 
Measure was graceful and dignified, similar to the 
minuet; the Scotch Jig was of a very lively character, 
like its English namesake. The temptation which 
this rhythm offers to the composer to soar into the 
realms of fancy was taken at an early period in the 
history of the development of harpsichord music. It 
was made the vehicle for display and it was 
lengthened and elaborated so that it became the 
origin of the last movement of the Sonata. 

Before the Sonata was perfected, however, it had 
to pass through many stages. These were of slow 
growth. Taking the year 176o as the period when 
the sonata form was finally established in its recog- 
nised shape, the model was not completed until it 
had passed through a series of tentative experiments 
extending over a period of more than two hundred 
years. Reasoning from analogy, it may possibly 
take a like period before the graces of form receive 
new outlines. The sonata was the direct outcome of 
the suite. The suite was the expansion of the idea 
suggested in their works by the older composers who 
sought to obtain the charm of effect by the employ- 
ment of dance measures of different character in con- 
trasted sequence. 

Various composers of different nationalities all 
contributed to this end, and for the sake of novelty 
borrowed the rhythms of the dances popular among 
the people of the rural districts, with whom singing 
and dancing were the chief, if not the only, means of 
recreation. 

There is a curious confirmation of the popular 
origin of the suite in the absence of the Minuet in 
the earlier examples. The Minuet was a Court 
dance, and presumably unfitted for association with 
measures peculiar to the country. When the dance 
forms became merged into more elaborate treatment, 
in which the rhythms were preserved to a certain 
extent but the phrases were unsuited for dancing, 
the Minuet was introduced into the sonata as a 
memory of its origin, but in no way representing by 
succession the dance measures out of which it had 
been evolved. The Minuet was superseded by the 
Scherzo, first so named by Bach, but claimed for 

Beethoven. The word Scherzo means a joke. The 
older writers-Birde, Gibbons, Bull, and others of 
their period-kept the form of the Almains, Gagliards, 
Pavans, and Dumps in their virginal music, but made 
variations for the right or left hands as their fancy 
directed them. In later time John Jenkins com- 
posed " fantasys " or fancies of greater extent than 
those which had been before proposed by Orlando 
Gibbons, whose fantasias were the first attempts at 
the development of the forms of instrumental music. 

The Italian composers were among the first who 
suggested the Canzona, that form of song which was 
one of the predecessors of the Sonata. It consisted 
of two portions. The second was in a different key, 
the major, if the original proposition was in the minor 
and the reverse. The first portion was repeated and 
so ended the song. Sometimes the second portion 
was formed out of the subject of the first, and thus 
the earliest attempts to fix the sonata form were made 
out of the style of the song, with the rhythms and 
titles of the dance. 

One other effort to consolidate the form bythe reduc- 
tion of the number of the movements must be noticed. 
The sonatas of Corelli and Purcell had a number 
of short movements, enlivened by changes of tempo. 
These changes were made the subject of distinct 
treatment by late composers until the middle of 
the eighteenth century. Bach preserved the old 
number of six movements in some of his suites, 
as in the " Clavier-Uebung," where the student will 
find not only this large number of pieces, but he will 
notice that each suite exhibits its several pieces all in 
the same key. 

The "1Sechs leichte Clavier-Sonaten" of Philipp 
Emanuel Bach are in correct form, and those of the 
French composer Schobert-which were once so 
popular that they were on every harpsichord in the 
three kingdoms-are also in strict form. The honour, 
therefore, of having fixed the form may fairly be 
divided between these two musicians. 

(To be continued.) 

THE GREAT COMPOSERS. 

By JoSEPH BENNETT. 
No. XXV.-SCHUMANN (continued from page 336). 

SCHUMANN confessed to great carelessness in money 
matters. He once wrote: " This contempt and waste 
of money is a wretched characteristic of mine. You 
would not believe how careless I am-I often actually 
throw money away. I am always reproaching myself 
and making good resolutions, but the next minute I 
have forgotten them, and am tipping somebody with 
eight groschen. My being away from home, and 
travelling about, have much to do with it; but much 
of the blame attaches to myself and my accursed 
carelessness. And I fear it will never get any better." 
With such a disposition Schumann was often desper- 
ately " hard up " and worried into utter gloom. His 
letters from Heidelberg contain many references to 
impecuniosity and the harassing attentions of 
creditors, especially of a tailor, who was our spend- 
thrift's embodied Nemesis. The same state of things 
soon prevailed in Leipzig. This very clearly appears 
in a letter written to his mother, November, 1830:- 

" For the last fortnight I have not had a farthing; 
I owe Wieck twenty thalers, and Liihe thirty, and 
really live like a dog. You say I had better borrow 
100 thalers of somebody, but who is to lend them to 
me? I hardly know a soul, and those I do know 
have got as little as I have. . . I should like to have 
my hair cut, as it is a yard long, but haven't a copper 
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